18
th -century music is one of the key and best recognised areas of interest for historical musicology in Poland. Studies concerning this historical period already have a tradition that extends back over more than a hundred years, starting with the contributions of Adolf Chybiński, Łucjan Kamieński, Alicja Simon, Zdzisław Jachimecki and many other eminent Polish scholars of the generation working in the early 20 th century. It was this generation, educated at the best German and Austrian universities in the late 19 th and the early 20 th centuries (when Poland was still partitioned and did not exist as a state) who first introduced Polish musicology to the world with their numerous publications -many of which are still considered as fundamental in their respective fields. These include the still commonly read and quoted works of Adolf Chybiński, such 1 Notably, the above-listed studies and dissertations from the very beginning managed to attract an international audience, both owing to their significance at the time of creation and to their academic accuracy and reliability -as well as due to the fact that they were published in German, which in the 1 st half of the 20 th century remained the musicologists' lingua franca.
Already in the early decades of the 20 th century Polish musicologists made bold progress in a field that seemed reserved exclusively for German scholars -namely, research into the life and work of Johann Sebastian Bach. Wanda Landowska was respected not only as an eminent pianist, harpsichordist and pioneer of historically-informed performance practice, but also as an excellent musicologist and a Bach expert, whose papers on the Leipzig cantor, French harpsichord masters and other 18 th -century composers, as well as her then ground-breaking analyses of the Goldberg Variations and Das Wohltemperierte Klavier -were published in leading musicological periodicals almost throughout Europe, including such titles as the "Bach-Jahrbuch", "Bulletin de la Société Internationale de Musique", "Revue musicale", and many others. 2 Landowska's pioneering study Musique Ancienne. Style -Interpretations -Instruments -Artistes (Paris 1909) , 3 which focused mostly on 18 th century music, was considered in its own time as a fundamental work on early music interpretation and performance, a source of knowledge and inspiration for many generations of musicians and musicologists. It was translated from French into, among others, German, English and Russian. In more recent times this publication has in itself become a subject for musicological research. Every reliable theoretical study or work on the history of tionalen Musikgesellschaft. No. 13, pp. 56-65; Ł. Kamieński, (1912) . Die Oratorien von Johann Adolf Hasse. Leipzig: Breitkopf & Härtel; A. Simon (1916) . Polnische Elemente in der deutschen Musik bis zur Zeit der Wiener Klassiker. Zürich: Gebr. Leemann & Co. performance practice will quote Landowska's book in the bibliography of the subject. 4 Naturally, with the development of Polish musicology came the understandable need for exploring the history of Polish music in greater detail, and the pressure to publish in Polish led to a situation in which research on 18 th -century music split into two distinct 'currents': one dedicated to general, the other -to local history. This is also reflected in the language of publications, with some scholars aiming to present their works simultaneously in two languages. For instance, Bronisława Wójcik's study Johann Fischer von Augsburg (1646 -1721 This peculiar two-directional development of research on 18 th -century music -separated into general and national history -has continued until our day. In this context we should stress that modern Polish researchers strive not only to publish works on local subjects in international conference languages, but also -to relate those subjects to the European context, and to weave Polish topics into publications of more universal interest.
Defining the 18 th century as a separate category in music history -as a historical period distinguished in all kinds of handbook-type publications -is acceptable as part of a clear-cut method of periodisation, but in fact results in considerable confusion. To a historian of music, the 17 th and 19 th centuries appear stylistically coherent on the whole, whereas the 18 th century turns out to have been considerably more diversified. The period between 1701 and 1800 comprises both the final phase of what is commonly known as the Baroque in music and nearly the whole of the musical Classicism (also sometimes referred to as the Enlightenment). If we also add the many transitional stages (variously defined in musicology as galant, rococo, etc.), presenting a coherent synthesis of '18 th -century music' becomes a serious if not formidable Eigeldinger, (2006 challenge for the music historian. This may explain why the need to talk of the 18 th century as a separate period in music history appeared in musicological writings relatively late, mostly thanks to German musicologists. In the series "Neues Handbuch der Musikwissenschaft" (ed. Carl Dahlhaus, Laaber-Verlag, 1980 th century is not so much the demonstration of its coherence, as observation of transformations taking place within individual genres, an attempt to understand the dynamics and multi-directionality of the changes occurring in that era, tracing back the decline of some old genres and birth of new ones, as well as relating these processes to political storms and acceleration of social changes, the study of music culture and its development in various centres, and observing the evolution of musical ensembles, among others.
In present-day research on 18 th -century music it is that relation between art and the socio-political reality in which the artists lived that has become the proper context and justification for distinguishing the 18 th century as a separate unit in the system of periodisation. The industrial revolution in early 18 th -century England and the French Revolution with which the century came to its close; the apogee of Prussian, Russian and Habsburg absolutism; the rising cultural status of the bourgeoisie, etc. -all these form the proper (though historically specific) background for an understanding of changing styles and genres in 18 th -century music. This methodological approach seems logical, and has its ardent adherents also among contemporary Polish musicologists. The stance also proves attractive in the Polish context because the 18 th century was a consistent (in a negative sense) historical period in the history of the Polish-Lithuanian Commonwealth (Pol. Rzeczpospolita Obojga Narodów). It marked itself as a period of decline of a once powerful country which in 1795 eventually disappeared from the political map of Europe for nearly 130 years as a result of partitions by its much stronger neighbours. Relating the political history of the Polish-Lithuanian Commonwealth in the last century of its history to transformations of musical culture taking place in its territory in the same period seems to be appropriate and convincing as a research postulate.
This has also been the approach adopted in their research by a leading 9 These works offer not only a methodologically coherent presentation of the subject clearly defined in their titles, but also -a model example of how history of music can be interpreted in conjunction with general history. The three studies cover the years 1697-1795, that is, the reigns of the last three elective Polish kings: August II (called the Strong), his son August III, and Stanisław August Poniatowski.
Żórawska-Witkowska's publications reconstruct little known facts, most of which had not previously been studied by historians of music culture in Poland. The author has re-interpreted many events, challenged numerous stereotypes (such as the one concerning the collapse of music culture in Poland under the Saxon rule), and filled the gaps in the factual documentation of Polish historiographic studies concerning the 18 th century. These three monographs meticulously reconstruct the musical repertory of the 18 th -century Polish royal court on the basis of widely scattered and often not easily accessible documents, provide a chronology of concerts, theatrical and operatic productions as well as social events at the court. But the scope of interest in these books extends far beyond the courtly context, as they provide an in-depth study of music culture in Warsaw and (in some cases) also the Commonwealth's other 18 th -century cultural centres at that time. Thanks to these volumes, our hitherto knowledge of music culture in 18 th -century Poland and Central Europe has gained continuity. There is now a pressing need to publish these books in English or German. Żórawska-Witkowska's synthetic presentation of music history at Warsaw's royal court, covering the entire 18 th century, is an unprecedented achievement also in the international context 10 and can be considered as a model for those studying music culture at other European courts. We still experience a severe shortage of synthetic contemporary publications on the music culture of the electoral court in 18 th -century Dresden, which adds value to the publications on the music of August II and III court in Warsaw (which shared with Dresden the same composers, a similar repertoire and a historical context in common). These works therefore provide an important point of reference for students of music culture in 18 th -century Saxony.
11 The significance of Żórawska-Witkowska's monographs goes far beyond the scope of musicology, since her studies also contain in-depth analyses of the historical conditions that constitute the proper context and point of departure for a comprehensive understanding of musical life and events. Her works therefore also support historians working in other areas by providing important findings. They open up multi-faceted possibilities and research perspectives thanks to intense research into hitherto neglected 18 th -century sources, some of which seem to be far removed from the subject of music history.
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In the context of research into the history of music at Warsaw's royal court, Żórawska-Witkowska was the first to point to a number of facts related to the history of music culture in 18 th -century Poland -elements that had previously been quite neglected, such as Johann Adolf Hasse's visits and stays in Poland and his role as the royal Kapellmeister.
13 Also the same author's most recent publications on the music of Georg Frederick Handel, studied from the perspective of the courts in Warsaw and Dresden, reveal a network of interconnections between Handel's London ensembles, Dresden and Warsaw, as well as the presence of stylised Polish dances in that composer's operatic scores.
14 At this point one should also recall that the figure of Johann Adolf Hasse has played a major role in Polish research on 18 th -century music in the last two decades -mainly in the context of the reception of his work in Poland. Interest in this Research into the musical culture of Warsaw's royal court, so intensively furthered by Żórawska-Witkowska, also provided a state-of-the-art methodological model which has later been imitated in the studies of the musical cultures of other aristocratic centres of the 18 th -century Polish-Lithuanian Commonwealth. Naturally, this field of study already has a long tradition in Polish musicology, 16 but it is after the year 1990 that we have observed a significant growth of interest in those apparently only local topics. The large number of musical centres which held their own ensembles (their number can only be compared, paradoxically, to the number of court orchestras active at minor ducal courts throughout the German Reich), the dispersion and displacement of sources, which have in many cases only been fragmentarily preserved due to ravages of war and shifting state borders -do not make it possible to create (in the foreseeable future) a synthetic monograph or even a collective work similar to Music at German Courts, 1715 -1760 17 But the situation is changing also in this area. Again, research is primarily progressing as a result of contributions by scholars associated with Institute of Musicology, University of Warsaw: the already mentioned Alina 20 Mądry suggests an "extension" of the Baroque in Poland until 1795, which may seem controversial. Still, the author's arguments related to style and composition technique, based on her analyses of religious works written in the territory of the old Polish-Lithuanian Commonwealth in the 18 th century, paint a surprisingly consistent picture of sacred music in Poland, whose composers persisted in their adherence to the Baroque models long into the age of ripe Classicism. The "longevity" of the Baroque in sacred music was not an exclusively Polish phenomenon. It resulted from the conservative tastes cherished in the Catholic church, which can easily be interpreted as care for the continuity of tradition. Alina Mądry sums up and expands our hitherto knowledge of such subjects as: 1) the organisation of vocal-instrumental ensembles at Catholic churches and monasteries, 2) their performance practice, 3) the preserved collections of music-related sources from 18 th -century churches and monasteries in the Polish-Lithuanian Commonwealth, 4) music genres which are most representative of church music in Poland in that period, 5) the reception of sacred music by foreign composers in Polish centres of religious cult, 6) problems of contrafactum, parody and arrangement. Alina Mądry's book is still a far cry from a complete synthesis of the topic presented in the title, but it does sum up the hitherto research on Polish 18 th -century sacred (Catholic) music and constitutes an excellent guide to the existing literature of the subject. It also maps out directions of future explorations. The book makes it possible to reject radical, extreme views that are still quite frequently present in Polish musicology: on the one hand, the dismissal of Polish 18 th -century church music by Aleksander Poliński -a doyen of Polish musicology -as 'dilettantish', and on the other -the exaggerated enthusiasm of Adolf Chybiński, who once claimed he had found "evidence of a strongly developed sense of modernity."
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The state of knowledge represented by Mądry's dissertation, and the call for further studies which that book contains, make us aware of the need to continue archival research in selected monastic and ecclesiastical centres which were part of the Polish-Lithuanian Commonwealth in the 18 th century. In the last 30 years, Polish musicologists have conducted intensive research in, among others, the Pauline Monastery on Jasna Góra, Częstochowa. This intense development of our knowledge of Jasna Góra's musical culture is largely due to two It was the Paulines themselves -in the person of Nikodem Kilnar, OSPPE -who came up with the initiative of documenting 18 th -century music life on Jasna Góra. This project resulted in a series of music score publications entitled "Jasnogórska Muzyka Dawna" ("Early Music on Jasna Góra", under the scientific supervision of Remigiusz Pośpiech) as well as in numerous recordings collected in an eponymous series. The impressive and perfectly preserved historical 18 th -century musical instruments of the Jasna Góra ensemble were presented at an exhibition entitled "In the Service of the Sacrum. On the Musical Culture of Jasna Góra and Poznań", held in 2013 at the National Museum in Poznań and at the Jasna Góra monastery.
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Research dedicated to music from Jasna Góra has also led to the publication of monographs on composers directly connected with that centre, such as Maciej Jochymczyk's (Jagiellonian University) dissertation on Muzyka religijna u progu klasycyzmu. Amandus Ivanschiz OSPPE (1727 -1758 Works (1727 Works ( -1758 ], discussing, among others, the reception of that composer's music on Jasna Góra. Prosnak, (1955 This book attracted the interest of international musicological circles partly because it filled an important gap in research on national styles in the late Baroque in general, and on the Polish style in particular. Despite numerous attempts, no comprehensive study had previously been undertaken with regard to the understanding of the Polish style in 18 th -century music theory (and, in particular, in German theoretical writings of that period), nor had the presence of the Polish style in Bach's music, its manifestations and significance been properly analysed. My publication focuses on Bach's links to the musical environment of the royal-electoral court in Dresden and on that composer's successful efforts to obtain the title of the Polish king and Saxon elector's court composer. The book demonstrates how intensively Bach's desire to obtain the rank of Hof-Compositeur motivated him to use elements of the Polish style in his music, including direct application of polonaise dance models. The social and political background of these phenomena is related to the personal union of Saxony and the Polish-Lithuanian Commonwealth, which existed for 63 years following the election of the Saxon Elector Friedrich August as August II, King of Poland in 1697. My publication also proves that Bach's use of 29 Cf. A. Chodkowski, (1964 Polish dance rhythms was a conscious reference to the ceremonial music of the Dresden court in the 1 st half of the 18 th century, in which Polish dances -and in particular the polonaise -gained a privileged status, this emphasising the royal status of the court itself (which until 1697 had only been an electoral and ducal institution). In broader perspective, Bach's use of the polonaise became in the course of time an act of conscious symbolisation, through the association of the Polish dance with the musical image of royal, ceremonial, majestic character, both in the spheres of sacred and secular music.
Polish 36 The majority of these publications in the field of general music history also naturally involve the Polish aspects of their respective subjects.
* * *
The above introduction to problems of Polish musicological research into the 18 th century is at best an overview of the key trends and, for many reasons, presents a subjective selection of major achievements chosen at the author's discretion. A complete and systematic presentation of the vast bibliography of 18 th -century music studies in Poland and its comprehensive discussion would not have been possible in this kind of paper. I have also consciously omitted the critical editions of musical sources belonging to 18 th -century Polish culture. Work on the volume dedicated directly to the music of August III's court is still in progress. Scholars continue their studies of music in 18 th -century secular centres of culture in the Polish-Lithuanian Commonwealth, and more and more new, previously unknown documents are being discovered, which shed a new light on the quality of music life at Polish aristocratic courts. Systematic studies of the migrations of musicians and repertoire are still lacking. Many sources for the music of that period have not been published yet. An unspecified number of such sources remain in manuscript, kept in Polish libraries and archives as well as abroad. Also most of the Polish composers living and working in the 18 th century have not become the subject of satisfying monographic publications -though admittedly we have two collective works dedicated to Grzegorz Gerwazy Gorczycki and Marcin Józef Żebrowski, ranked by music historians among Poland's most eminent composers of the 18 th century. 37 The need for continued research is therefore enormous. On the other hand, there are many new scholarly initiatives in the area of research on 18 th -century music, which hold much promise for the future. One can only hope that this academic activity will continue and one day make it possible to present a comprehensive synthesis of music in the PolishLithuanian Commonwealth in the 18 th century. 
